detective who brings as much psychological baggage to the crime scene as the forensic team do kit. This is the forbidding fictional world of Wallander, first a series of books created by bestselling Swedish author Henning Mankell, followed by nine adapted movies made by Sveriges Television, a Swedish television series and later a high-end British-produced primetime drama. Each of these media texts is available on a range of BBC platforms, and it is the aim of this essay to investigate how these
Nordic-based procedurals offer a vibrant conversation about the universalism-andparticularism of a television fiction franchise-all in one way or another remakes of the original detective fiction-within the context of producing culture for the UK's leading public service broadcaster. The article takes up the critical task of understanding how a belief in the value of Wallander is formed at the BBC through its collection of various versions into a TV corpus. My argument focuses on the confrontation, or friction, created in the encounter with the (cultural) Other, related to how these various texts are positioned in dialogue with each other; and howopened up in that 'in-between' space-public service television is searching for proximity to privileged systems of classification and taste, which serves a legitimating function, justifying the BBC's role as a cultural institution for the nation.
There are no less than three versions of maverick detective Kurt Wallander circulating within the BBC ecology. Each performance is different, but remains relatively faithful to the weary dishevelment-both in dress and demeanour-of the literary original. These varied interpretations openly invite a comparative reading (including reference to the novels), of which Vicky Frost from The Guardian writes, 'all three actors' portrayals are admired, with "best Wallander" debates prompting sometimes furious and passionate debate ' (2014b) No matter which language he speaks the BBC seems to have developed something of an obsession with the Swedish sleuth. So what is it about this titular character that appeals to the UK's public service broadcaster? In and through studying how the various performances of Wallander are textually and critically positioned and talked about in relation to one another, this article primarily considers how the BBC uses these remakes of the Swedish-based crime stories to deliver a creative and strategic vision and define its public service role at a time of changing priorities and new commercial pressures, both national and global. In a word, I want to stress what important statements these different Wallanders make about the BBC as a purveyor of culture in the United Kingdom, with output that, in the words of the BBC Trust, 'should be distinctive … breaks new ground, develops fresh approaches, sets trends, and takes creative risks' (BBC Trust ANON).
Wallander and the (cultural) other
It is almost impossible to speak about why the BBC has shown so much interest in Wallander without first acknowledging the global popularity of The Kurt Wallander Mysteries, a series of 11 books, written by Henning Mankell (Peacock 2014, 1-7; Waade and Jensen 2013, 190; Forshaw, 2012, 1-15; Nestingen and Arvas 2011, 1; Nestingen 2008 (Bergman 2012, 56-78; Everett 2005, 7-14; Westerståhl Stenport 2007) .
This relationship to the Other is central to how scholars like Kerstin Bergman (2014) interpret The Kurt Wallander Mysteries. More than any other Swedish crime writer contends Bergman, Mankell consistently explore the theme of 'the problematic relationship to the Other … mirroring the increasing problems with xenophobia in Sweden in the last decades ' (2014, 55) . It is widely known that Mankell started writing the Wallander stories after spending several years living in Africa, which he says 'made him a "better European"' (Thomson 2003) . On his return he found a different country, a more xenophobic, troubled society; or as Shane McCorristine puts it, 'Mankell's major concern at the outset of the [Wallander] project was to highlight the alarming rise in racism, xenophobia and anti-immigration feeling in Sweden ' (2011, 78) . This perspective, seeing the local from a distance, contributes to a disorientating sense of the world created by Mankell, where, according to Bergman, 'Wallander feels lost and alienated in a Sweden he perceives as changing. He repeatedly claims to feel like a stranger, or perhaps rather obsolete: like a dinosaur in the present version of his home country ' (2014, 56) . This article takes up Bergman's observation about coming up against the Other, describing how 'Wallander himself could be considered the Other of the equation, now that he appears as obsolete in relation to younger generations of Europeans' (2014 66) . Encountering the Other and the resulting confrontation between different texts that together creates 'in-between-ness' is a theme this article will explore in some depth and in a variety of different ways. In particular the question of placing texts in a relationship to, and engaging with, the Other is crucial to how the UK's leading public broadcaster approaches the acquisition, commissioning and scheduling of the various Wallander remakes. It opens up a space 'between' and it is this idea of the 'in-between' that is subsequently formed that I offer as my contribution to the debate on transnational TV remakes. This 'inbetween' space I argue alerts us to a curatorial practice of the BBC that references to its public service remit in terms of privileging a distinct sense of culture in an age defined by globalisation and neoliberal market forces. It is about reclaiming television 'How will democracy survive if the foundation of the welfare stare is no longer in tact? Is the price of Swedish democracy today too high and no longer worth paying?' (2009, 1) . This theme of how we think about society, so central to these Swedishbased detective stories, dialogues in so many ways with how the BBC as an institution is trying to make sense of its enterprise as a public service provider in the contemporary age. Just as the Wallander novels offer a nation-specific reply to shifts in Sweden's commitment to social democratic principles in the wake of neoliberalism and the cultures of globalisation, the BBC is experiencing a similar crisis of identity. Since the late 1990s, with the arrival of multichannel television, digitalisation and media convergence, and stoked by neoliberal economic reform that has engulfed the British media, including the BBC, leading to market deregulation and the rhetoric of choice, the legitimacy of what we might mean by public service has undergone a transformation. Pervasive anxieties about encroaching bureaucracy into public service explored in the original Wallander stories, and dealt with in both Swedish versions, resonate with how the BBC is responding to increased parliamentary scrutiny, as it redefines its role and purpose, 'adjusting old policies for new marketbased solutions and consumer-oriented thinking' (Born 2005, 68) . Georgina Born said it best when she wrote, What kind of organisation is the BBC, and why does it matter? Why should we be interested in what it is rather than what it produces? … Above all it matters because it affects what is made. The way creative practices and processes are organised, and who gets to make programmes, powerfully influence the extent to which the BBC is able to fulfil its public service broadcasting ambitions. (67) This perspective on the identity formation of the BBC helps provide insight into how the Corporation imagines what it means to be a public body and its relevance as a cultural institution. Its function to deliver broadcasting as 'public service' for the nation defines its approach to producing culture: or, as the BBC Trust phrase it, 'a public space for arguing and debating the future. It serves our Nation, (Said 1993, xiii) .
Drawing on Michel Foucault's notion that the struggle for domination is both systematic and hidden, Said points to the incessant interaction between social classes, nations and regions of power seeking to dominate and displace one another. This is not a random affair, but rather a struggle involving values, an incessant struggle in which the effort to control is also the intention to exist (Said 1976, 36) .
The usefulness of Said's conceptualisation of the 'general worldwide pattern of imperial culture ' (1993, xii) is that it speaks directly to how Wallander-the original story, the different remakes, the distinct performances-has, in effect, been colonised at the BBC. In this way of knowing of the Scandinavian Other in and through the 'in-between' space is that it effectively demonstrates the link between cultural knowledge and institutional power, for the BBC 'constructs' and dominates the foreign in the process of knowing it. The Wallander TV corpus participates in, contributes to, and helps to reinforce perceptions and attitudes about the public service broadcaster as delivering 'the best broadcasting in the world' (BBC Trust 2011; emphasis mine). So profound and ubiquitous is its self-aggrandising authority that it led to Henriksson to say: 'I thought, well, we'd better pack up and go home now the BBC is coming. … I was brought up with BBC productions, and the BBC is really cradle of the crimes for [Swedes] … we all had an inferiority complex to the British in a way' (Frost 2014b) . Particularly noteworthy, at a deeper level, is that unquestioned cultural dominance of the BBC as delivering a culture from which the world benefits.
What proves valuable about Culture and Imperialism for my argument at least is how it 'de-universalises' culture to make visible a local, nation-specific provenance.
Cultural studies teaches us that cultural production is deeply invested in the political structures of its society, because this is what propels and stimulates it. But this process is invariably obscured by claims of transcendence and an appeal to the 'universal'. In identifying the 'in-between' space formed through scheduling and the choice of TV drama (itself a cultural artefact of bourgeois sensibilities), the 'universal' themes and 'local' performances, the various textual encounters and the critical rhetoric which stimulates belief in the value of those cultural exchanges (more of which later), the corpus of texts known as Wallander at the BBC is habitually presented as occurring in a realm where culture and artistic distinction matters most. How one Wallander text is made sense of in and through the constant encountering and critical dialogue with another remake, at both a institutional and critical level, allows the public service broadcaster to invoke an agency of culture that seeks 'to do better, providing high quality programmes and services to as many We are different from virtually every other digital channel because we don't strip and strand. We curate moments and seasons and ideas. We apply a lens to a subject matter, and through that lens you will see subject matter in a different way. (Rushton 2009, 28;  space of selection and 'position-taking', of collecting 'the best of television' from around the globe and scheduling its presentation according to the classificatory logic of the BBC, is a self-confidence to intervene into culture in a very specific way. At a deeper level, this curatorial act represents a bid for legitimacy, where what the BBC has to say about culture matters most, with this text and not that; and because of the underlying 'structure of attitude and reference' (Said 1993, 21) , the TV corpus is carefully and critically positioned to be read in particular ways as to illuminate a definition of culture defined by exclusivity and qualitative distinction.
Strindbergian gloom and Swedish authenticity: Krister Henriksson on BBC Four
It has long been understood that critically acclaimed, original programming affords If 'BBC4 is the BBC at its best, supporting riskier, lesser known projects that would otherwise struggle to find airtime' (ibid), then how it has been able to bring to the fore little known, or so-called 'marginal' television from the global media landscape, and give it primetime visibility-Saturday evenings at 9pm-speaks to how difference is defined through the cultural and institutional power of the BBC to reverse dominant (American) media flows and speak instead to a new regional media cartography. Argued here is that what the BBC believes it is delivering with these interpretations of Wallander is a cosmopolitan cultural experience involving global media flows and exclusive contra-flows as a form of symbolic capital.
This particular approach involves the question of understanding 'the field of restricted production' governing this kind of television, of which Bourdieu describes.
Works produced by the field of restricted production are 'pure', 'abstract' and 'esoteric'. They are 'pure' because they demand of the receiver a specifically aesthetic disposition in accordance with the principles of their production. (1993, 120) In the cultural field known as BBC Four, the Swedish Wallanders accumulate a form of symbolic capital based on 'cultural rarity' and 'function as elements of social distinction' (ibid). Economic profits (amplified in the publicity fanfare accompanying the Sky Atlantic US offerings with HBO originals) are disavowed in favour of a cultural capital that is normally associated with an appreciation of 'high' (or at least higher) culture-existential Nordic angst and preferences for Scandinavian art, literature, cinema and music (Waade and Jensen 2013) , from Edvard Munch to the films of Swedish auteur Ingmar Bergman (an association further by the fact that his daughter Eva is married to Mankell) and 'serious' stories that possess a high degree of socio-political, cultural, educative and moral force. Institutional affiliations and critical affirmations give a setting for the Henriksson performance and propagate its cultural value in this regard, providing further background information on the actor, but also on the conceptual framework that fuels the 'in-between' space of the Wallander corpus. Nordicana, the UK festival of Nordic fiction and film, including Scandinavian food and merchandise, and cosponsored by the Radio Times (the weekly TV and radio listings magazine, founded and originally published in-house by BBC Magazines), plays host to actors like Henriksson and Lassgård. Invited to talk about and reflect on their craft to 'agents of consecration' (Bourdieu 1993, 121) like TV critics and cultural commentators, in front of an audience distinguished in the Bourdieuian sense by particular taste and preference sensibilities that 'classifies the classifier ' (1984, 6) , these events provide a 'thinking' space, a place to remember television, often while it still reverberates in the culture, but also to form new links between the different versions of Wallander.
The Radio Times' sponsorship of Nordicana 2014 is interesting in this respect, as the partnership contributes further to the field of restricted production and adds another interim space, triggering new connections and ways of thinking about national distinctiveness and cultural performances.
Imagining Sweden and embodying existentialist angst: Kenneth Branagh on BBC One
In direct contrast to the more socially-minded ensemble dramas of the Swedish Branagh's return to the small screen with a performance that, to the minds of critics like James Walton (2008) , elevated the production way above the average detective drama profoundly defined how this British adaptation feeds deeply ingrained BBC cultural pretensions.
In her review Jaci Stephen connects the located-ness of Ystad to glocal performance primarily through aesthetics: 'The Swedish landscape … shot beautifully in scenes of light and shade that mirror the inner thoughts of Wallander and the progress of the work he does, feels like a character in its own right ' (2008, 21) .
Unlike its Swedish counterparts, the British remake is far more stylised and exploits new camera technologies in its conception. Wallander with Branagh was the first BBC production filmed using the RED digital camera, delivering one of the (Peacock 2014, 159) . Because the camera 'records four times the resolution of HD as raw data' the technology allows for 'much more detail in the image' (Pennington 2008, 22) . 'Branagh's Wallander is fine, sophisticated television brought to new heights by one thing: cinematography,' said Rumbelow. 'It's not even a stretch to use the word cinema in relation to this small-screen experience. It has on many occasions the look and feel of a David Lynch or Coen Brothers or any of those other modern laureates of rotten modern landscapes ' (2010, 14) . Developments such as the new camera technology, designed for the new HD TV delivery services, not only enhance the aesthetic quality of the production, but impact on how
Wallander is classified and considered as a work of art.
This 'more detail in the image', in particular, impacts on the ability of the production to privilege a unique, almost 'pure' performance-its gestures and detailed movements, nuances and subtle shades in mood and tone. This is observed by Tom Sutcliffe, who writes, 'the camerawork is as attentive to the contours of Branagh's stubbly, despairing face as it was to the Swedish locations in which the action took place or the bruised pastels of a Munch sunset ' (2008, 21) . The extreme, near-voyeuristic focus of the camera trains an intense visual gaze on the emotional and physical disintegration embodied in the performance-the greying stubble and hollow eyes, the thickening of the girth. The RED camera producing images sharper than normal high definition deliberately positions the viewer to see the artistry of a performance, described by Hiddleton as 'getting inside Wallander's head and seeing how the horror effects his psyche' (Rampton 2008, 16) . Put another way, the worth of the Branagh performance, but also its meaning, is made in the structure of its technological expression and consecrated in the 'in-between' space which circulates judgements of taste and participates in establishing its specific value for the BBC. give a strong aesthetical sense of the social world in which Wallander inhabits, the UK adaptation offers a more interior landscape conveying the existential angst of its protagonist in and through the new camera technologies.
Where the subject matter is dark, and the hero so down, and the country so cold the obvious palette to choose would be dusks and shadows. But instead this British version goes in the other direction-each scene is almost bleached out into whiteness, the saturation turned down. This is mesmerizingly effective. The characters are leached of colour. The vast sky is milky white. We see Wallander's world: faded from joy, with no light and dark, only nuance. It is explored. It is beautiful. (Rumbelow 2010, 14) As Wallander becomes lost for words at the unraveling of the Swedish social order, the performance captured in such intense and dazzling aesthetic detail dialogues with what Bourdieu called 'the power of art to constitute everything aesthetically …
[and] the power of form to establish aesthetically any reality whatsoever ' (1993, 208, 209) . Aesthetics ruptures the bond with the Swedish local; the pictorial imagination of representing the performance of Wallander as possessed of particular dispositions (morality, ethics, human misery) may be 'due to the intense, near-voyeuristic focus of the camera on the emotions of their hero' (Davies 2008, 3) , but it is only in the inbetween space shaping the 'aesthete's eye' in which it is constituted as a work of art (Bourdieu 1993, 257) . Rather than enabling the viewer to judge one performance over the other, this kind of criticism endlessly reproduces a belief in the value of the different Wallanders.
Bodies of evidence: conclusion
Criticism participates in the collective enterprise and it is, as Bourdieu describes,
another '[act] of delegation of symbolic power ' (1993, 258) . This type of critical introspection and reflection by professional experts cumulatively contributes to the coding and classifying that conditions access to this restricted field of production. With different texts existing along side one another, often at the same time, not only does this allow audiences to appreciate the different styles of acting related to national specificity, but also a sense gathers momentum that this critical appreciation only comes into view when one performance is played against the other.
'They are quite different', the series' Swedish producer Ole Sondberg says. 'Where they're really different is that Branagh really focused on the dark side of the character, whereas if you see the Swedish series, we are trying to achieve more humour, more lightness. We were very afraid that the character would be too dark. (Macnab 2009) The various interpretations represent a position-taking on Wallander at the BBC. 'If, as Bourdieu wrote, 'What happens in the field is more and more linked to the field's specific history and to it alone,' wrote Bourdieu (1993, 266) , then these conjunctions and disjuncture turn the 'in-between' space of Wallander into a voyage of discovery in its own right, which is ultimately a journey related to a specific field of culture at the BBC.
It is the performance of a man examining humanity at its worst while consumed with existential angst that remains at the heart of the Walllander narrative engine. In exploring the 'in-between spaces that seeks to decipher and appreciate the performances-the dishevelled alcoholic played by Rolf Lassgård to the laconic calm of Henriksson and the Shakespearean gamut of acting emotions offered by Branagh-this contribution has sought to intervene into debates about the transnational media flows with an investigation into how performance functions and travels within and through the UK circuit of media exchange and cultural adaptation.
It has looked at how characters like Kurt Wallander act as a national symbolic resource, but made available for differentiated global interpretations and acts of consumption and cultural knowledge. Through dissecting the 'in-between' space defining and legitimatising the various interpretations-performance and affect, acting style and criticism-my argument has been to determine the local-cum-global relevance of Wallander for the UK's leading public service broadcaster, as it offers another perspective to the transnational television debate about flows and exchange.
